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Interest in performance practice (performing practice, historical performance) is a 20th-century phenomenon. Digging through the accretions of centuries, performer-scholars in ever-growing numbers are striving to recover "authentic" styles, to go "back to the land," in Adam Carse's delightful phrase. For the Classic period specifically, no longer does the misconception prevail that performance problems declined dramatically (or vanished) as notation and instruments became more like today's. To the contrary, numerous issues invite attention.
First, however, I recommend reflection in three broad areas: the peculiarly elusive nature of the subject; the ground covered by the term "Classic period"; the apparent continuity of performing tradition from that time to the present. Richard Taruskin and Joseph Kerman have addressed the first area, Taruskin cautioning, "Research alone has never given, and is never likely to give (...) enough information to achieve that wholeness of conception and that sureness of style -in a word, that fearlessness -any authentic, which is to say, authoritative, performance must embody." The time frame involves some compromises. Even though scholars generally agree that the elements of Classical style are in place much earlier, authors of the Classic component of multi-volume histories still tend to begin their accounts ca. 1750, the division customarily followed by performance practice writers as well. Likewise, they typically proceed through ca. 1825, focusing upon Beethoven, while leaving the contemporary Schubert to the Romantic volume. In a praiseworthy overview of performing practice after 1750, Robert Winter forcefully challenges the notion of a continuous tradition, concluding, "Neither the assumption of an unbroken performing history nor the corollary of an unbroken performing tradition stands up.
Conspicuously absent at this time and arguably premature, given the complexity of the subject, is a comprehensive, single-volume study of performance practice in the Classic period, comparable, for example, to Robert Donington's The Interpretation of Early Music. For the curious, however, abundant study material awaits, despite the countless 18th-century invocations of "taste," "feeling," "judgment," and "long experience."
Primary sources include dictionaries, treatises and instructional books, eye-witness accounts, correspondence, court records, literary and iconographical evidence, and the music itself. The three great mid-century treatises -by Leopold Mozart, C.P.E. Bach, and J J. Quantz -long have been available in exemplary English translations. A component-by-component overview reveals that for the Classic period -gaps, inconsistencies, and contradictions notwithstanding -our knowledge of performance practice is good at this moment, and it is getting progressively better.
The Edition
T h e first duty of the modern performer," Howard Mayer Brown counsels, "is to search out the most authentic text available" (NG 14:389). Because preparation of a performance typically begins here, the Edition logically becomes the first component to consider. A most encouraging situation exists. Proceeding carefully and drawing upon preserved autographs, manuscript copies, and first editions, modern editors are achieving laudable results. The editor of a reconstruction may speculate to a degree not allowed in a critical edition. 
Sound
Several considerations fall under the broad heading of Sound, beginning with the instruments themselves. NGDMI provides a convenient starting point as it traces instrumental construction and evolution. Although the fortepiano long has received the lion's share of attention, welcome change is afoot. In a model study that performer-scholars on other instruments might well wish to emulate, Robin Stowell details the violin's evolution between 1760 and 1840, a remarkable period of transition from Italian to French domination.
14 Available today also is a wide range of original instruments, often admirably restored, and skillfully built replicas, such as the fortepianos by Philip Belt. No longer restricted to prose descriptions and accounts, modem performers can actually see, hear, and play, experiences that have converted more than one skeptic.
Closely related to the instruments and still somewhat uncertain (even with Haydn) is the particular instrument envisioned by the composer, who, wishing to maximize his sales, often listed multiple options. A More problematic areas of keyboard technique include pedalling and, in Haydn and Mozart especially, the interpretation of performance directions. We cannot yet answer the three provocative questions Robert Winter poses concerning the limited dynamic markings of the period: (1) Is the performer "freed from the usual restraints imposed by a score?" (2) Do "conventions no longer familiar still apply?" (3) What are the implications of "the fact that the marking mf (or mp) so rarely appears in the scores of Haydn and Mozart"?
The late 18th-century keyboard performer chose basically between nontouch-sensitive instruments (organ, harpsichord) and touch-sensitive instruments (clavichord, fortepiano). The modern performer faces yet another choice, that between period instruments and the modern piano. Once the latter is selected, adaptation becomes the keyword. Should the informed player "strive to translate his experiences of historical instruments to modern pianos or should [ T h e surest sign that the movement is coming of age will be when the next review of its progress can focus on performance issues rather than the instruments upon which they are fought out."
Tuning and temperament continue to offer severe challenges. Whether addressed in depth by Arthur Mendel or summarized by Robert Winter, the inescapable conclusion is that for the Classic period these matters are neither settled nor uniform. Much research is needed!
Tempo and Rhythm
Perhaps no component better illustrates the relativity of performance practice studies than Tempo and Rhythm. "Time is the soul of music," Leopold Mozart claims (Violin Playing, p. 30). Enticingly, he leads us on: "Every melodious piece has at least one phrase from which one can recognize quite surely what sort of speed the piece demands" (p. 33). 
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Phrasing and Articulation
Writing in NGDMI, Geoffrey Chew cites Phrasing and Articulation as "the elements for which the performer bears the most direct responsibility" ("Articulation," 1:77). While generally they have not received the systematic treatment due their significance, truly the assorted markings of dot, stroke, and slur can make or break a performance. Phrasing simply refers to melodic sections that hang together. 32 Addressed to some degree for Mozart (the Badura-Skodas) and Beethoven (Newman) , the chief phrasing issue of the Classic period requires much more research: "the extent to which individually slurred bars are to be connected into longer phrases" (Winter, NGDMI 3:58).
"Articulation signifies the degree of separation between notes and figures in performance; it also refers to degrees of emphasis" (Ratner, Classic Musky p. 190). Thus, articulation brings clarity to a performance, imbuing it with personality in the process. During the Classic period, articulation must be approached in two ways: the meanings of the various markings; the evolution, chronicled by Clementi and others, from a detached style of execution to a legato delivery. Concerning the markings, for the period of Haydn and Mozart, Turk (Chapter 6) and others impart the general intent of dot, stroke, and slur clearly enough. However, debate about specific realizations of these markings promises to continue. Did composers intend a distinction between dot and wedge (indeed, are dot and wedge always distinguishable in a composer's 33. See Ratner, Classic Music, Chapter 3 (Periodicity), for an important, stimulating, and hopefully prophetic discussion of periodicity, with its enormous implications for performance. autograph?)? How much value does a staccato dot remove from the note it modifies? How does one execute those ticklish series of dots connected with a slur over a passage (portato; Turk's Tragen der Tone)! Should one adjust or retain inconsistencies between parallel passages? Concerning the evolution from detached to legato, a paradoxical situation must be acknowledged: on the one hand, "The variety of articulations found in Haydn and Mozart survived well into the 1820s" (Winter, NGDMI 3:58); on the other, "Melodies around the turn of the century began to acquire a more continuous and broader sweep, calling for a legato style of performance. This shift represents a fundamental change in declamation; Haydn and Mozart were linked to the older tradition, Beethoven to the newer style" (Ratner, Classic Music, p. 190).
Ornamentation and Improvisation
Post-1750 Ornamentation remains a fascinating, ever controversial subject. The 18th-century treatises supply plentiful ammunition for a host of more recent coverages, beginning with Heinrich Schenker's important Ein Beitrag zur Omamentik.
Organized by family and function, Robert Donington's "Ornaments" entry in NGDMI provides a structured introduction to the topic (2:931-72). The Badura-Skodas, Newman, Ratner, and others have made valuable contributions as well, Ratner, for example, calling attention to the broad categories of Spielmanieren (performance ornaments) and Setzmanieren (written out, compositional ornaments; Classic Music, pp. 196-200).
In 1978, Frederick Neumann issued a forceful challenge, its purpose: to release 17th-and 18th-century music from "the stranglehold of the onbeat monopoly." More recently, he has addressed ornamentation and improvisation in Mozart specifically, allotting equal time to vocal music, and recognizing the centrality of context. Convincingly, Neumann demonstrates that Mozart's "Vorschlag, slide, trill, turn, and arpeggio had a wider range of freedom and flexibility than is usually believed to be the case" (p. ix). T o 'apply* a rule from a treatise to another master's music.is a dangerous procedure, comparable to a surgical transplant of a vital organ that can succeed only on condition of full compatibility and superb surgical skill..." (pp. 3-4). Hopefully, Neumann's nicely-turned phrase will inspire contextual studies that will prove immensely fruitful not only for the practices of Mozart and Beethoven, which are reasonably well covered already, but particularly for Haydn's complex ornamentation.
As Neumann's title suggests, ornamentation is closely tied to another practice that runs through the Classic period, Improvisation: "any pitches sung or played that were not written in the score, whether done in impromptu spontaneity or prepared in advance" (Neumann, Ornamentation and Improvisation, p. 179). Four questions help focus this often treacherous issue: (1) What passages are already ornamented? (2) What passages do not require ornamentation? (3) What passages might benefit from it? (4) What passages must have it? Several situations bear the potential for improvisation (Table 1) , whether the insertions be single pitches, "small" ornaments, or larger additions of two distinct kinds: "one, the florid elaboration of a written melody, the other, the filling in of empty spaces with transitional passages" (Neumann, p. 179).
To reach informed decisions, the performer must consult written-out models in the music of C.P.E. Bach, Haydn, and Mozart; 18th-century treatises, notably Hiller's and Turk's; and modern secondary sources, such as Eva Badura-Skoda and Ratner (general) and the Badura-Skodas, Melkus, and Neumann (for Mozart).
Following Turk's lead, 20th-century writers advocate moderation. Beyond this consensus and some other basic agreements about where improvisation is mandatory -vocal appoggiaturas, Eingdnge, cadenzas, clearly skeletal passages in the piano concertos -He numerous issues which demand further investigation. Is improvised embellishment as necessary on modern instruments? Besides appoggiaturas and (one-breath) fermata embellishments, should it be added to arias of Mozart's maturity? Is improvisation strictly the province of the soloist? Can Turk's observations of a piece's tempo and character (for instance, "naive" vs. "flirtatious," Chapter 5) meaningfully point the modern performer toward appropriate degrees of improvised embellishment? For these questions, as for so many other performance practice matters, Haydn's music sorely needs attention. 
Continuo
While the Continuo survives in the Classic period, chiefly in sacred music and simple recitative, it "had severed its link with any improvisation worthy of that name and had at best become no more than the transcription of a bass into simple chords for the right hand of the keyboard player." 42 Mozart's piano concertos and, to a lesser degree, Haydn's and Mozart's mature symphonies continue to stimulate discussion. The editors of the NMA have restored the tutti string bass line to the keyboard (col basso) and supplemented it where possible with Generalbass figures or realizations from Mozart's time.
Still, is the continuo even needed in performance today? Rosen, for one, considers it unnecessary, even distracting. Others view the discreet participation of a Mozart fortepiano -a participation that respects the solo-tutti polarity -as an acceptable alternative (e.g., Neumann, Ratner). Ferguson, whose work in this area merits wider circulation, painstakingly documents the Classic period view of continuo participation, concluding: "A trained musician was expected to play during the tuttis as accompanist and Director, but an amateur might rest" ("'Col basso' and 'Generalbass" p. iii). Generalbass," 27: half of a very early "example of a concerto whose orchestral tuttis happened to be arranged, on one special occasion, for two keyboards." acceptable solutions to almost any given problem await the adventurous. Assisted by a host of sources, the performer-scholar is well equipped to negotiate the Classic period, guided by a final caution from Taruskin: beware, he warns, of "reliance upon authentic editions, authentic instruments, or authentic performance practices learned from authentic treatises in place of careful and independent consideration of the music" (The Musicologist and the Performer," p. 112). Thus supported and advised, the modern performer is in an enviable position to undertake, through reflection, study, and "extensive experience and practice" (Quantz, p. 297), his/her return "back to the land."
